1 The research for this article was carried out with the help of a grant from the University of Ottawa. I thank William H. Rosar for his generous sharing of unpublished material concerning the music of 2001 and related questions. Stephen Davison, Tim Edwards, and the staff of the Music Library at UCLA provided access to source materials. Louise Duchesneau, assistant for twenty years to György Ligeti, relayed questions to that composer and wrote of what she knew of the production. Michael McDonagh forwarded copies of his interviews with Henry Brant and Anna North. The latter kindly and promptly gave permission to reproduce photographs of Alex North's score, permission courteously confirmed by Abby North. Henry Brant, nonagenarian, generously took time from his composing schedule to recall his work on the production. Gerard Schurmann agreed to be interviewed over the telephone and answered follow-up questions. Keir Dullea and Fred Ordway both spoke with me by telephone and answered further questions by e-mail. Librarians and archivists too numerous to name helped me narrow my search for sources. 2 "In the open" is an industry term referring to music in scenes without dialogue. In this film there are scenes with silence, dialogue only, and music only, but no music presented with dialogue.
Kubrick's compilation score and the controversial rejection of North's music have excited considerable discussion in the intervening years. Most commentators have based their remarks on the premise that the director became so enamored with his "temp track"-the excerpts of classical music he was using as placeholders for the eventual score while filming and doing rough editing-that he could not accept North's music. The matter may be introduced by an account extreme in its position, a statement the director made in an interview on Barry Lyndon, several years after the production of 2001, after he had given up forever on the composition of new scores for his films.
When I had completed the editing of 2001: A Space Odyssey, I had laid in temporary music tracks for almost all of the music which was eventually used in the film. Then, in the normal way, I engaged the services of a distinguished film composer to write the score. Although he and I went over the picture very carefully, and he listened to these temporary tracks (Strauss, Ligeti, Khatchaturian) and agreed that they worked fine and would serve as a guide to the musical objectives of each sequence he, nevertheless, wrote and recorded a score which could not have been more alien to the music we had listened to, and much more serious than that, a score which, in my opinion, was completely inadequate for the film. With the premiere looming up, I had no time left even to think about another score being written, and had I not been able to use the music I had already selected for the temporary tracks I don't know what I would have done.
The composer's agent phoned Robert O'Brien, the then head of MGM, to warn him that if I didn't use his client's score the film would not make its premiere date. But in that instance, as in all others, O'Brien trusted my judgement. 3 Were it not for the stature of the interviewer, film critic Michel Ciment, it would be difficult to believe that Kubrick said this. If one accepted it as a true account, this statement might appear to answer the question definitively, except for the detail that only one Strauss is mentioned. But if the above remarks sound specious and rehearsed, there may be a reason; as will be shown in the present paper, the case is not at all simple.
Through this film the music of György Ligeti was introduced to an audience much wider than had experienced it before, or that would not have come to know it in any other way. For many listeners this was also the first exposure 2 The Journal of film music to Richard Strauss's Also sprach Zarathustra.
As for its presentation, it may be remarked that the music for 2001 differs from other film scores by its prominence, not just because there is no overlap between scenes with dialogue, scenes with music, and silent scenes, but also because the music chosen is striking and, in combination with the images on the screen, unusually impactful for its day. Kubrick chose music that had been written not for film but for the concert hall, some of it widely renowned, all of it for large orchestra (unusual in film scores, which typically make use of smaller orchestras and compensate for the lack of instruments when necessary by particular orchestration and miking), and some for large chorus. In other words the music in 2001 stands out more in the way that source music, or music in musicals does, than in the manner of traditional instrumental scores.
The plot of the film follows markers of human consciousness: "The Dawn of Man" (the moment at which the hominids make the leap to using tools and thus conquer their enemies), the encounter with an alien intelligence in an ancient monolith buried on the moon, and the travel through time undertaken by the astronauts on the journey to Jupiter. In all three cases the depiction of the transformational elements is carried out not by dialogue but by the images on the screen and the articulation of the works in the musical score. Ligeti's Atmosphères is used at the beginning of the film to prepare the audience for a subjective journey of such great scope. In short, much of the burden for the telling of the story rests on the music.
To investigate this unusual score fully one must ascertain how it came to be, and to understand the genesis of the score for 2001 within the production process it is necessary to examine and compare the various musical and textual sources from the production and the large body of anecdotal evidence, both published and unpublished. These sources reveal many elements of collaboration in the process of assembling the music in the production of an important film. In reviewing them, some surprising results emerge.
With the dual aim of establishing a timeline for the musical decisions and clarifying how they came about, this paper begins with an enumeration of the material sources and continues with the presentation and analysis of evidence according to the stage of the production to which it pertains. Of particular importance are the times at which Kubrick selected the music and his reasons for doing so. Alongside these points, another theme that emerges clearly is the constellation of individual efforts that contributed to the musical decisions, and ultimately to the production of the music, despite, or perhaps because of, Kubrick's stance as an authoritarian director. It bears repeating that film is a collaborative art, and that the creative interplay between image and music is both full of artistic potential and fraught with difficulties even, and perhaps especially, in the case of a film whose director takes a great interest in the music.
Material, Non-Anecdotal Sources (Score, Recordings, Scripts)
First and foremost, the general release of the film has credits for the following recorded music: Khachaturian For the year 2001, MGM put the movie out on DVD (MGM DVD 906309, 2001) . Only a small portion of Ligeti's Nouvelles Aventures (1966) was used in the film, and it was omitted from the credits of the general theatrical release. On the DVD it is correctly credited as being performed by the Darmstadt Chamber Music ensemble under the direction of Bruno Maderna.
The DVD begins with a blank screen accompanied by Ligeti's Atmosphères, although not quite the full eight minutes of the piece that was used in the original theatrical release, presented in theaters with the curtains closed, in agreement with the conventions for an overture in live theater but infrequently used in film. 4 Except for the abbreviation of the opening merKley 3 segment of Atmosphères and minuscule omissions of dialogue, the DVD corresponds with the film as offered for general release in April of 1968, starting with the premiere in Washington, DC. Differences in the music played in the advance screening in New York are discussed below.
Of the production artifacts, apart from those in Kubrick's estate and other privately held items, the main sources for the dialogue and text are two scripts for the film, both held in Special Collections of the Arts Library of the University of California, Los Angeles (both identified here as "screenplay"). Neither is a shooting script and both are devoid of handwritten annotations.
5 These documents were marked as received by the MGM script department on 3 January 1966, and the pages are dated 4 October 1965 through 14 December 1965. The only source music called for in the scripts is the singing of "Happy Birthday" and Hal's rendition of "Daisy, Daisy." The novel, by Arthur C. Clarke, and the screenplay, by Kubrick, were written simultaneously. To judge by the dates on the scripts, the process was fluent and rapid, with each author contributing to the other's medium. In exchange for a delay in publication of the novel until after the film had been released, Kubrick gave Clarke credit as co-author of the screenplay yet allowed Clarke's name to be the only one on the novel. Clarke's unpublished short story The Sentinel (1948) was the kernel for 5 The author has been unable to confirm whether any of the shooting scripts is extant. In an e-mail communication with the author, Anthony Frewin wrote that there were several shooting scripts, but he knows of none that survives. Alex North's 2001 , Varèse-Sarabande VSD 5400 (1993 . The timings for some of North's cues differ slightly from the recorded film, because Kubrick edited his footage in places to make it fit the pre-recorded music. Fortunately, a detailed written guide makes it possible to coordinate the recording of North's cues with the film. 9 The recording was made with the aid of a cassette tape of the studio recordings from the winter of 1968, now in the possession of the North family.
Because North worked closely and intensively with the director for a short period of time, the autographs afford the opportunity to examine the musical activity at the heart of the production, including sketches, fuller versions, orchestration, timings, and revisions, most of the latter for musical reasons, but also some alterations requested by the director following changes in scene length. The music is written out in preliminary sketches (working versions) and sketches (fair copies with little corrective content). These are, as is typical for film scores, in a short-score format with precise indications of tempo and timing (to the third of a second) for coordinating the music with the images on the screen. Many instrumental doublings are indicated. For most cues there are both preliminary sketches and sketches, the latter in the final stage preparatory to rehearsal and recording for inclusion in the film. There is no full-score copy of the cues, but with the composer Henry Brant present at these late-stage rehearsals it would have been an easy matter to derive the orchestral parts from the cues in their present state. The same cannot be said for another musician coming to the 4 The Journal of film music sketches after the fact; fortunately, as noted above, for his project of recording the score Goldsmith had recourse to the recording.
There are extensive revisions for some of the cues. The autographs broadly show two stages of work, and these, along with annotations, are reflective of Kubrick's response to the music. Some of the anecdotes below suggest that North undertook revisions of his cues following the recording sessions; this is not the usual practice in film, and it represents another example of the postproduction difficulties with the music. Although Kubrick ultimately did not use North's score, North's music and Kubrick's reactions to it, especially as evidenced in marks on the autograph, are the best and most detailed witness, directly and indirectly, of Kubrick's artistic intentions at the time.
Finally, mention should be made of the 1968 press releases, which help clarify the plot intentions. The text for the British release is similar to the others.
Behind every man alive stand thirty ghosts, for that is the ratio by which the dead outnumber the living. Since the dawn of time, a hundred billion human beings have walked the planet Earth. Now this is an interesting number, for by a curious coincidence there are approximately a hundred billion stars in our local universe, the Milky Way. So for every man and woman who has ever lived, in this universe there shines a star. But every one of those stars is a sun, often far more brilliant and glorious than the small, nearby star we call the Sun. And many-perhaps most-of those alien suns have planets circling them. So almost certainly there is enough land in the sky to give every member of the human species, back to the first apeman, his own private world-sized heaven-or hell. How many of those potential heavens and hells are inhabited, and by what manner of creatures, we have no way of guessing; the very nearest of them is a million times further away than Mars or Venus, those still remote goals of the next generation. But the barriers of distance are crumbling-one day we shall meet our equals, or our masters, among the stars.
2001: A SPACE ODYSSEY tells of an adventure that has not yet happened. But which many people-scientists, philosophers, writers and engineers-think will happen, and perhaps very soon. The adventure is the first contact that the human race-we on the planet Earth-will have with life elsewhere in the Universe. This limitless void, with its uncountable numbers of suns and planets, is like a gigantic theatre filled with stages on which the drama of life can be acted out, and on which very probably, it has been acted out in past eons. What are the beings that inhabit these worlds? Will we be able to recognize them or will they appear so alien that if we were to see them we should hardly know them as intelligent life at all? Will they be biological life forms, machines or even disembodied creatures of pure energy?
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Summary List of Anecdotal Evidence and Production Chronology
The anecdotal evidence on 2001 is tangled, and since these pieces of evidence must be compared with one another in order to deduce the production timeline, a purely chronological order of presentation is not possible. Instead, the items and the argument are grouped into stages of development. The following summary of events is offered here as a means to establish coherence in the difficult untangling of accounts below.
11 The dates of some events are unknown at the outset and are determined in the course of the discussion. Gallant Journey (1946, Columbia) , is the story of the first controlled-wing flight in 1883. Marlin Skiles scored the picture, and at the end of the first test flight, when the aviator exclaims, "Gotta go higher, much higher," we see a shot of the sky and hear violins ascending in a sequence, with an over-arching horn melody moving through the string sound, like the early airplane cutting through the atmosphere. 12 In Space (1955, Paramount) . The main title includes imitation choral effects (perhaps owing something to "Neptune" from Holst's The Planets), and then, as in Gallant Journey, a brass melody is placed with sustained high strings. In the in-space funeral scene during which the captain delivers a space-walk eulogy, there are again high strings and quasi-choral effects.
The next antecedent to be considered is William Cameron Menzies's Invaders from Mars (1953, National) . The score was by Mort Glickman, who died in that year, and whose filmography includes a great number of uncredited scores as well as much work used as stock music in later productions. In the cue "Sand Pit Spotted," Glickman used parallel polychords under high held notes in the violins. In the next cue, in which the character of Rinaldi is captured, there is choral writing in various parallel tertian and whole-tone sonorities. The aural impression of one moment of this cue is not very different from the sound of Ligeti's Atmosphères, and then the cue continues with whole-tone sonorities. A moment in the cue "No Report" also bears mentioning as being, for a moment, similar in impression to Atmosphères.
13 This is not to say that Glickman's score influenced Ligeti, or even to say that it resembles the works of that composer. Glickman was attempting to score specific moments of film, not to create a sustained, new musical style. The moments of similarity do, however, point up common artistic solutions to the challenge of scoring scenes in science fiction films.
The aforementioned excerpts emphasized choral effects, quartal sonorities, and the texture of a brass melody against high strings. The first two of these are featured in the theme for the television series that must have been an important antecedent for Kubrick's film, Star Trek (1966-69) One just has to surmise that his listening was always done for a specific purpose. If he found a piece that struck him as having the appropriate mood or intellectual content for his purpose that would be filed away for use later. Concerts at home are a regular feature in our house.
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Evidently Stanley Kubrick listened widely and extensively to different styles of music, and it appears that his listening was closely tied to his current projects. In other words, Kubrick's musical connoisseurship was less the result of a general musical culture than the result of listening linked closely to the films he was working on.
Bernstein's mention of musique concrète is noteworthy. We may conjecture that Kubrick was listening with a view to expressing and enhancing the ideas and images of 2001 and to set a tone for the project. In addition to offering rhythmic complexity and richness, musique concrète would have been "unusual and distinctive" for most listeners in the audience. Kubrick's remark on originality can be understood partly in this way. If he wanted an unfamiliar musical style to set or reinforce a particular tone, and to support the projection of a setting remote in time and place in specific scenes, then he would naturally have wished to avoid any impression of conventionality in musical style. In his goal to make a landmark science-fiction film, perhaps the director was also aiming for a score in a new musical style. At the very least, in the context of his (later) rejection of North's score, it seems reasonable to infer that Kubrick had difficulty settling on a film-music composer for 2001.
There is an unconfirmed suggestion that Orff was approached to take on the project, 18 but Anthony Frewin, who worked centrally on the production, has stated that Orff was not approached. 19 Still, the possibility of Orff as composer, which seems stylistically suited to the director's inclinations, cannot be excluded. Because of the contrapuntal nature of the production and Kubrick's direction, even Frewin was not aware of every point of musical consultation. Would Kubrick have dared to employ a composer who was untried in the genre of film music, with its exigencies of rapid production timeline and frequent revision at the command of the director?
In an interview with Royal S. Brown, Bernard Herrmann claimed that he had been invited to write 18 For example, Richard Steinitz, György Ligeti: Music of the Imagination, 162, "Ligeti was not the only composer to be upset. Screening some early footage whilst working on the script with Arthur C. Clarke, they had played numerous recordings ranging from Mendelssohn to Carl Orff, from whom they briefly considered commissioning a score." Concerning Ligeti and Mendelssohn, see below. The suggestion that other composers were "upset" is unsubstantiated and not confirmed by this author. In the meantime, the director kept his ears open for musical possibilities. Unfortunately, many authors have wrongly assumed that Kubrick chose Richard Strauss's Also sprach Zarathustra for the film because the title refers to Nietzsche's book and, by extension, to Nietzsche's theory of the superman which would, in this way of thinking, fit with the film's evolutionary theme. Heaping speculation on their own speculation, some of these authors have spun fanciful tales of integrated music-and-image narratives, but the evidence of the production history contradicts this assumption. It has been asserted that Kubrick first heard the work in a BBC documentary on World War I, 24 but this too turns out to be incorrect; it seems more likely
In an interview with Fiona Croall, BBC 2002 (the program "Silver Screen Beats"), Jan Harlan related that before the director settled on the obtrusive, single-note piano cues excerpted from Ligeti featured in the final version of the film, Kubrick initially thought of "In the Greenhouse" from Wagner's Wesendonck Lieder. Kubrick had different instrumental arrangements of the song recorded, and in general at slower tempi than those of the recordings he listened to. In the end he changed his mind and opted for Ligeti's music, which, as Harlan notes, in this case, "is not particularly pleasant to listen to." In the case of the Wesendonck Lied and Eyes Wide Shut (quite unlike the case of Also sprach Zarathustra and 2001) one is tempted to wonder whether Kubrick was attracted to the song partly because of its adulterous associations in Wagner's biography. He would not, one imagines, have expected many of his listeners to make that connection, and he must have entertained the wordless arrangements of it for its musical qualities. If a scholar wished to make a case for a narrative connection in Eyes Wide Shut to an extra-musical association with one element of the score (Wagner's song written at the time of an adulterous relationship), that scholar would have to overcome the obstacle that Kubrick supplanted the Wagner song with music by Ligeti, The Journal of film music that it was via the documentary that Kubrick first heard music from Vaughan Williams's Sinfonia Antartica (concerning which work, see below).
A correct explanation for the inclusion of Also sprach Zarathustra in the sound track for 2001 can be found in remarks by Jan Harlan in a BBC interview from 2002. Harlan emphasizes that until 1970, when Kubrick asked him to accompany him to Romania to work on the "Napoleon" project (that did not come to fruition) he knew Kubrick only as his brother-in-law and had no professional connection with him. In the interview Harlan, who was at the time living in Zürich, recalls that during the time of postproduction work on 2001 Kubrick telephoned him and said: "When you are coming next weekend, please have a look through all your LPs. I am desperately looking for a piece of music which is very majestic and very big in sound and beautiful, but which comes to an end." Harlan recalls that Kubrick "was desperate for a piece that comes to an end quickly. He had already listened to Wagner and Bruckner, and had the Alex North score, but he wasn't totally happy. . . . He was finicky and very respectful to composers, and didn't want to fade out or cut a piece of music, which is awful. . . . One of the things I brought to him was Richard Strauss' Zarathustra, which of course is a big fanfare, and has the advantage that it comes to an end quickly. He liked that very much." 25 Harlan is a credible witness, who claims no involvement in 2001 other than making suggestions for the main title music. He fixes 25 Jan Harlan's remarks are from a BBC Radio Scotland interview with him in 2002 that was conducted for the radio series, Silverscreen Beats, produced by Fiona Croall. The author is most grateful to Fiona Croall for making a recording of the unedited interview with Harlan available. the time of this visit during postproduction on the film, which fits with Kubrick's anxiety to find music for the main title. Although Harlan's remarks suggest that the visit took place after North's work on the picture, the composer's own sketches contradict this, as will be shown below. The suggestion of Also sprach Zarathustra must have been made during post-production, but before the engagement of Alex North. Kubrick's criteria for the music he sought are noteworthy: the piece was to be majestic, but it had to come to an end quickly. It bears repeating because of the persistent stream of secondary literature on this point that is unfounded. Zarathustra was chosen for 2001 because it was a majestic fanfare of the approximate length that the director needed. Nietzsche was not the reason for this choice, and did not influence the film's plot or even its implications. By the time Kubrick chose this music his shooting was complete. This point of production history invalidates all of the speculations on Nietzsche in the secondary literature that surrounds 2001.
Probably because of his later professional association with Kubrick (beginning in 1970) , Harlan observed that the director esteemed music highly and although he was willing to order musical arrangements and new performances, did not wish to make cuts to musical works. Harlan characterizes Kubrick and his role in productions; he says that it was Kubrick alone who made the artistic choices for his films. "On the music side . . . I proposed hundreds of pieces of music. . . . Whatever you saw on the screen it was his decision. It was his film."
Quiet on the Set?
Music also entered into the filming process for the actors in Kubrick's films. Although the style of Spartacus differs greatly from that of 2001, there are common elements of production technique, and Alex North worked on both films. Of the earlier production Woody Strode, football player and Olympic javelin thrower turned athlete, remembered:
The fight was a ballet. Kirk [Douglas] and I rehearsed for three weeks, then shot for one. I'm just lucky I was physical and had this genius director. You know what he did? Just before we fought, he had a scene of us looking at one another. He had a symphonic record playing outside. He knew I wasn't an actor, and he said, "Woody, I'm going to put this record on, and I'll talk to you." It started (he imitates kettle drums), and he said, "Look at Kirk," and my eyes are dancing. More drums and he says, "Look over here."
Bernstein witnessed the filming of Gary Lockwood exercising in the centrifuge, jogging around its interior and shadowboxing to the accompaniment of a Chopin waltz-picked by Kubrick because he felt that an intelligent man in 2001 might choose Chopin for doing exercise to music.
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Concerning this scene, Michel Chion notes the importance of music on the set giving a rhythm to the choreography, and the difficulty of adapting the completed scene to the final music of the score: (In the finished film, this became an adagio by Khatchaturian, carefully chosen and edited with respect to the image so as not to give the sense that the character is moving to the music or that he hears it; this is itself contrary to the original idea.) Like Sergio Leone, Kubrick was an expert at this practice, as old as silent cinema, which consists of getting the actors in the mood and in rhythm by having music played on the set.
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The presence of two conflicting meters in the centrifuge scene is a notable result of playing a waltz during filming. The meter of the waltz is present in the actor's jogging and shadow-boxing. If one counts a beat each time the actor's right foot comes down, and if one watches the actor's arms, a threebeat pattern in waltz tempo can be clearly discerned. energy of a man who has nowhere to run, stuck on a ship traveling through outer space with a taciturn companion and a suspicious computer. The combination of these two meters heightens the tension of the scene considerably.
Jan Harlan, doubtless remembering a conversation with Kubrick after the release of 2001, offers some insight on the director's selection of Khatchaturian's music: "He was looking for a piece that represented total loneliness. But more importantly he wanted it to be appealing. He wanted it to be beautiful; he had to like the music." The only music that was played . . . was in the scene known as the "Journey through Time and Space," as they were going through the Star Gate. Either that sequence, or when I was in the pod trying to get Jay Lockwood back. In any case it was played while I was alone in the pod. 
Ligeti's Music
Works by Ligeti are central to the music in 2001 and its impact. Atmosphères is the first music in the film that the audience hears; it is stylistically the film's least familiar music, and it is presented in an unfamiliar way, without images. It is the music that is most suggestive of the future and of the alien intelligence behind the monoliths.
Writers who saw 2001 in 1968 find it difficult to convey to those who did not experience it until much later just how astonishing and impressive the film was when it was originally released. Today first-time audiences come to it having seen a large repertoire of films that followed it, and they have already been exposed to many styles of late twentieth-century music. Chion writes: "Today we can only imagine the perplexity of many of the first cinema-goers in 1968-of whom I was one-when faced with this extremely elliptical, incoherent film, even if it was fascinating." 32 This author, too, was one of those 1968 cinema-goers, and the readers of this article who did not attend the film in that year may well believe that Ligeti's music combined with the images on the screen (or just closed curtains during the Overture) contributed in no small measure to the audience's perplexity, curiosity, and sense The Ligeti music came into the film because my first wife, Sharleen, an artist, happened to be working with Stanley's wife, Christiane, at her studio, on extraterrestrial sculptures (which were never used). Christiane had gone into the house to arrange some lunch, while on BBC a Ligeti piece came on. My wife thought it sounded remarkably futuristic, and ran to the house to alert Christiane that there was something on the radio that Stanley should hear. That would happen in the next day or so, thanks to the BBC, and although Mr. Ligeti was rather hard to contact (he apparently was in Vienna or somewhere without a phone) the result was quite fortuitous for the movie. Stanley was the absolute decision maker on everything. 
Consultation
Private consultation between the director and experts was an important part of the development and production of 2001, but the confidential nature of these exchanges makes it difficult to learn of conversations and meetings that affected the decision-making process for the music. We are fortunate to have the testimony of the accomplished composer Gerard [1967] to discuss music with Kubrick. He was direct and honest with me concerning his desire to retain some of the "temporary" music tracks which he had been using for the past years. I realized that he liked these tracks, but I couldn't accept the idea of composing part of the score interpolated with other composers. I felt I could compose music that had the ingredients and essence of what Kubrick wanted and give it a consistency and homogeneity and contemporary feel. In any case, I returned to London December 24th to start work for recording on January 1, after having seen and discussed the first hour of film for scoring. Kubrick arranged a magnificent apartment for me on the Chelsea Embankment, and furnished me with all the things to make me happy: record player, tape machine, good records etc. I worked day and night to meet the first recording date, but with the stress and strain, I came down with muscle spasms and back trouble. I had to go to the recording in an ambulance, and the man who helped me with the orchestration, Henry Brant, conducted while I was in the control room. Kubrick was present, in and out; he was pressured for time as well. He made very good suggestions, musically. I had written two sequences for the opening, and he was definitely favorable to one, which was my favorite as well. So I assumed all was going well, what with his participation and interest in the recording. But somehow I had the hunch that whatever I wrote to supplant Strauss's Zarathustra would not satisfy Kubrick, even though I used the same structure but brought it up to date in idiom and dramatic punch. Also, how could I compete with Mendelssohn's Scherzo from A Midsummer Night's Dream? Well, I thought I did pretty damned well in that respect.
In any case, after having composed and recorded over forty minutes of music in those two weeks, I waited around for the opportunity to look at the balance of the film, spot the music, etc. During that period I was rewriting some of the stuff that I was not completely satisfied with, and Kubrick even suggested over the phone some changes that I could make in the subsequent recording. After eleven tense days of waiting to see more film in order to record in early February, I received word from Kubrick that no more score was necessary, that he was going to use breathing effects for the remainder of the film. It was all very strange, I thought perhaps I would still be called upon to compose more music; I even suggested to Kubrick that I could do whatever was necessary back in L.A. at the MGM studios. Nothing happened. I went to a screening in New York, and there were most of the "temporary" tracks.
Well, what can I say? It was a great, frustrating experience, and despite the mixed reaction to the music, I think the Victorian approach with mid-European overtones was just not in keeping with the brilliant concept of Clarke and Kubrick. Alex North's account sets out the main points of the artistic crisis into which he stepped, as well as the conditions that made his participation in the film difficult. Late in production, in the December before the spring release of the film, Kubrick turned to the composer who had written the score for Spartacus for him, a known quantity who had worked with Kubrick before and who had composed many effective film scores. North found the assignment attractive both because he had enjoyed working with Kubrick on Spartacus and because of the musical potential afforded by a score with little dialogue. The composer had been given thirteen months to compose the score for Spartacus 39 and he felt justifiably proud of the music he had written, sparing no one's feelings in the contempt he felt for the studioordered cuts he was asked to accommodate after the director and actors had left the production: Since the release of Spartacus North's reputation, already large, had grown further, especially with his scores for Cleopatra (1963) and The Agony and the Ecstasy (1965) . At the same time, Kubrick's own standing in the industry, greatly enhanced by Spartacus, had also been elevated. Were the eminent composer and the celebrated director ready to work together again? By North's admission, the director stated clearly that he had selected certain musical recordings that he intended to use in the film. The composer, for his part, did not wish to accept the interpolation of other music with his in the score and insisted on composing all of the music in the film. These stances are hardly unique in film production, but North left the spotting session to begin work on some cues that Kubrick did not want.
Kubrick put the composer up in a flat in London with recordings. Were any of these pieces part of the ongoing spotting dialogue? How much of the score was to be "sound-alike music"? In any case, on leaving the spotting sessions North's pre-occupation was that it would be difficult to "supplant," as he put it, Kubrick's choice of Also sprach Zarathustra. On this point the contradiction with Kubrick's remarks quoted at the beginning of this article is evident. North's cue "The Foraging," Reel 2-1, written for the second scene of the film and showing the desolate landscape of four million years ago, is a beautifully searching piece with almost four minutes of haunting dissonance, sparse textures, and rhythmic foreboding. It is motivically tied to the Zarathustra sound-alike (Reel 3-1 discussed below) by the syncopated gesture. At time 1:30 (revised from 1:56), the score has the indications più mosso and "silhouetted apes." Five seconds later there are bursts of sixteenth-and thirty-second notes in the lower winds with the indication "2 bassoons." This cue is quiet, harmonically and timbrally rich, contrapuntally well-crafted, responsive to the images of the film, and chromatic and modern in idiom. Like most of North's score it tends to blend into the background of the scene, even though there is no dialogue. In the end Kubrick used no music at all in this scene. The same is true for two other cues North wrote to follow this one, the chromatic "The Bluff" and "Night Terrors."
Having placed himself in the difficult position of persuading Kubrick to use a new musical cue instead of Richard Strauss's dramatic music, North must have asked himself (as have many composers of music for film and theater) what it was that the director liked in this music that made him feel it suited this pivotal scene (the scene is the one in which Moon Watcher, the leader of the hominids, having made a jump in understanding, reasons how to use a bone as a tool and imagines that he will be able to use it to kill animals and eat meat). According to his own account, North wrote two cues for "the opening," and indeed there are two different cues in the autograph that resemble Also sprach Zarathustra. One of them, titled "Zarathustra," corresponds so closely to the original that the rhythm, phrasing, and contour are identical (see Example 1).
The cue is labeled Reel 3-1 and titled "Bones" in the main hand, with "and M.T." added in a second hand in red ink. These titles are consistent with the idea that Kubrick first intended to use the Strauss excerpt with the "Bones" scene and later chose it also for his main title music.
Why did North stick so closely to Strauss's original in this cue? The only differences are that North's version lacks the contrast between major and minor of the original and tends to have the flavor of Copland, North's most famous composition teacher, with some incidental quartal chords and major progressions. In thinking that the scene had already been shot to fit the Strauss, North probably felt it wisest to preserve the rhythm and timing along with other features of the original. In any case, North's cue, lacking the minor inflection of the Strauss piece, does not have the same dark qualities.
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North must have sensed that the syncopation in "Zarathustra" was its strongest feature, the one that would appeal to Kubrick for its rhythmic and kinetic potential, and a good source for motivic development. The coordination of the music's two-note motive with the striking of the bone is an example of cue catching, in which the musical gesture is approximately coincident with that of a motion. It is apparent both in North's score and in the Also sprach 14 The Journal of film music Zarathustra cue, to the extent that the syncopation in the music is linked to the physical gesture of the homonid striking with the bone.
In comparing the "Bones" scene of the film with the corresponding plot development in the novel, Arthur C. Clarke emphasized the important expressive role of the music:
It seemed reasonable to show an actual meeting between apemen and aliens, and to give far more details of that encounter in the Pleistocene, three million years ago . . . , in the novel . . . introducing the superteaching machine, the monolith. . . . In the film, Stanley was able to produce a far more intense emotional effect by the brilliant use of slow-motion photography, extreme close-ups, and Richard Strauss's Zarathustra. That frozen moment at the beginning of history-when Moon Watcher, foreshadowing Cain, first picks up the bone and studies it thoughtfully, before waving it to and fro with mounting excitement-never fails to bring tears to my eyes.
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The cue "Eat Meat and Kill," Reel 3, part 2 (see Example 2) was meant to be heard immediately after "Bones." First Moon Watcher and the hominids eat meat, and then they fight with the apes over the watering hole. 43 Moon Watcher uses the bone as a weapon to kill the other apes, and man is born. North's music begins with a syncopated gesture derived from "Zarathustra," this time on the third beat of a #  bar. Timpani accompany most of this cue, and they are placed with brass, again giving the impression of a modern American idiom.
The motivic approach to composition has been used in the vast majority of film scores, because of the tradition exemplified in Wagner's operas, because it is effective in representing elements of a narrative, and because it lends a consistency and unity to a score while allowing for the development of the material to depict changes of character or idea. North was a master of motivic composition for film, and in particular he excelled at the musical depiction of emotions and ideas. He was gifted and masterful in the art of bringing out ideas that were not overt or explicit in the images or dialogue. North must have realized, and Kubrick must have explained to him, that as imposing as the "Zarathustra" cue was, the two transformative scenes in the film that needed the most sensitive musical treatment were those featuring the first appearance of the monolith to the hominids and the scientists' encounter with the second monolith below the surface of the moon. Accordingly, it is not surprising that in all of the autographs the cue of Reel 7-1, "Moon Rocket Bus," shows the most revision to North's work (see Example 3, "Moon Rocket Bus"). The scene depicts the travel of the lead scientist to the site of the second monolith on the moon, the party's approach on foot, the tentative touching of the object, and the burst of consciousness imparted by the monolith / teaching machine. In this case, as elsewhere in the film, there is little dialogue and much is therefore required of the music. Except for a brief conversation between the scientists inside the bus, from which the audience learns that the monolith was deliberately buried four million years ago, the rest of the scene is conveyed only by the images and the music.
Kubrick's dissatisfaction with North's cue, at least with the first version of it, and the orchestrator's admiration of it, are explicitly recorded on the score: "Stanley hates this, but I like it! H.B." There are two layers of work on the score. For the first, the qualitative description of the cue is "approaching mystery." In the second hand, perhaps that of Henry Brant, is added: "but appealing, eerie undercurrent." Whether Kubrick knew what he wanted and had trouble conveying this to North or whether he only knew what he did not want, clearly the poor communication between director and composers did not end with the spotting sessions. The score features strings with light percussion (glockenspiel, vibraphone, piano, celesta, and harpsichord). There are many fast notes written in parallel thirds. Beside the first group of these, a later hand has written: "or 2nds?" In addition, a voice part is added in red.
Later in the cue, on p. 11 the bus docking is indicated at 4:30, and at 4:40 there is the description: "Not dramatic, just strange." The landing is indicated at 4:48, and a later hand, in red, has added a trumpet. This section is also marked "New." Page 12 is a pencil sketch with corrections and revisions in red. At the 5:00 mark notes are added in red, with the remark "hold st[rin]g cluster" followed by the pencil indication "+ 4 trombones" underlined in red and, in the next measure, also in pencil but circled in red, "Build up trombone 6 note cluster." The dynamic is softened, then at 5:16 "Horn" is written in red, no doubt signalling the French horn solo, which gives voice to the monolith and perhaps was chosen because of its historical associations with communication.
There is a revised, cleaner copy of this cue, a "fair" copy (see Example 4, "Moon Rocket Bus" revised). Below the reel number the composer is listed as Alex North and underneath that appears the notation "orch. Henry BRANT." The tempo is marked quarter note = 100, in red. The instrumentation at the beginning is substantially as in the earlier version. Low eighth-note staccato chords in the bassoon and contrabassoon doubled by basses playing pizzicato may be meant to refer back to the "silhouetted apes" in North's cue for "The Foraging." The singer "Mary Thomas" (also a composer), is named in red. The violas and cellos play in parallel thirds, while four trombones with straight mutes are clustered in seconds. The voice part itself is marked "no vibrato, no cresc. or dim.-without expression." Unlike the final version of the film, the fair copy of North's cue has music to accompany the conversation that takes place in the interior of the shuttle, even some writing for the voice, although there is a red question mark above this.
It is evident that Kubrick tried to communicate to North the atmospheric nuances of this sensitive scene. The ambivalence of the approaching mystery ("appealing, with an eerie undercurrent") was to be conveyed through the music. It is noteworthy, too, that the composer(s) specified an absence of expressive elements in the voice. Was this also at the director's insistence? It would fit with the flat, expressionless delivery of the dialogue, which in itself is not over-burdened by romantic qualities. The tone of this scene, central to the film, was that of expression held back, and the musical directions match it. North's music for the "Moon Rocket Bus" does indeed resemble the "Desolation" cue, with its sparse texture, sustained strings, and slow tempo. The choice to score scenes of silence and solitude with voices may seem counter-intuitive, but the voices are dramatically very effective. In Spartacus the listener may think that they are the voices of the fallen gladiators and soldiers. In 2001 we may wonder at the voice in the silence of the lunar landscape.
In the final version of 2001, Ligeti's Requiem is associated with the monolith. The music is heard first when the hominids encounter the monolith and gain the faculty of reason that makes them homo sapiens. Ligeti's music is next heard in the second half of the "Moon Rocket Bus" scene. Considering the latter scene first, one may note that the flight of the moon bus is accompanied by Ligeti' The canon is taut, but the diatonic intervals of the lines and the resultant harmonies, while not at all triadic, seem still and understated in comparison with the Kyrie of the Requiem that the audience has heard earlier and which is about to return. The music falls silent during the conversation inside the bus and then begins again when the moon bus lands and the audience sees the archaeological "dig" in which the monolith has been unearthed. The feeling of stillness vanishes with the tight, crowded clusters of the Requiem. As the texture broadens and deepens, the scientists descend to see the monolith more closely. The numerous voices give the impression that they are reaching the listeners as though from an immense distance, like ancient starlight from a distant part of the galaxy. Heywood, the lead scientist, touches the monolith, but the music does not change. The scientists line up to have a group photo taken with the monolith in the background. Then we hear a high, loud pitch piercing the Requiem like a beam of sound that 45 CD liner notes to volume two of the Györgythe scientists cannot tolerate, a kind of sonic initiation into a state of consciousness higher than that to which they are unaccustomed, and they clutch their helmets in pain.
This scene is clearly linked to the discovery of the monolith by the hominids earlier in the film. In that scene the text and music of Ligeti's Requiem resonate richly. Certainly the biblical associations are strong. The qualities of distance in space and time, and of mass, tell the audience that mankind is about to experience a profound revelation. Are the voices those of the millions of humans who lived between the Dawn of Man and this moment in the future? Are they the welcoming voices of an advanced intelligence, thrilling to the prospect of man taking the next step in evolution?
For the filmmaker's intentions in this scene we may recall the press releases from 1968, in which it was remarked that "behind every man alive" there stand thirty ghosts. In the scene in which the hominids learn from the monolith, the voices in Ligeti's Requiem could represent the signal from a distant intelligence, voices calling the hominids to the next step in their destiny. In the flight of the rocket to the site of the monolith on the moon, the voices in Lux Aeterna may well represent the many ghosts that stand behind each one of us, but the voices of the Requiem that are heard as the scientists approach the monolith show the urgent excitement of entities again waiting for the next step in a largescale cosmic drama to take place. In effect, the placement of Ligeti's music in the film provides unity and reference points that could also have been accomplished through the use of musical motives. It could be argued that in watching the film we are made to witness the three events in human history most important to questions of consciousness, perhaps from one perspective the only three points that present any interest: the dawn of man, the encounter of man with an extraterrestrial intelligence (the obelisk on the moon), and some kind of self-awareness or selfrealization at the end of the film.
Apparently for some listeners, the seemingly random, unorderly elements of Ligeti's music express "purposelessness."
46 But this does not capture the qualities of Ligeti's music, or our experience of this scene. Just as chaos theory tells us that behind seemingly chaotic effects there can be a simple differential equation, an underlying order that cannot be immediately perceived because its cause is buried deep beneath the effects, analysis shows that underneath, or in the background of Ligeti's complex, challenging scores there lies an orderly sequence of sound masses, set out according to a rational scheme of proportion and duration. When we sense this order that we cannot hear, we exercise another musical faculty, one we did not know that we possessed.
The celebrated English heretic Wycliffe, whose writings (largely unpublished) inspired the work of Jan Hus, whose books in turn inspired Martin Luther, wrote that all translations of the Old Testament are inherently wrong because they do not distinguish between the Bible's two different orders of time: the successive time of man and the time-duratio-of God. For Wycliffe all time is eternally present to God, and the creator perceives it in large durations, rather than as successive events. In the stillness of the "Moon Rocket Bus" scene, behind which one can sense huge masses of sound changing slowly, and during which one can marvel at the quality of music that captures the mind completely for no fathomable reason, does the audience not touch something transcendent, something greater than the human consciousness, something spiritual?
To return to North's music for the "Moon Rocket Bus," both the revisions on the early version of the cue and the changes between it and the fair copy move, not surprisingly, technically and stylistically in the direction of Ligeti's music. Does this mean that Kubrick intended this scene to be accompanied by Lux Aeterna before he hired North? Had he made the composer aware of this? If so, Kubrick may have asked for vocal music (Mary Thomas's part in what is clearly the second draft) here to replace the choral music in Ligeti's Lux Aeterna and Requiem. In addition, there are signs that Brant's contribution here was substantial. Much of the strength of the cue is derived from the orchestral effects, and if it was Brant who changed the parallel thirds to seconds and suggested clusters, then in effect he created much of the composition. 47 In any case, the use of cluster chords also suggests the inspiration of Ligeti.
At this stage, just a few short weeks before the screening, Kubrick had told North up front that he intended to use certain excerpts of classical music in the film. Lacking other words to describe this novel intention, North called these excerpts "temp tracks," even though clearly they were integral to the creative process. Disingenuously, Kubrick also referred to them as examples of "temporary music." A question mark hangs over the works by Ligeti. North criticized the filmmaker's "Victorian" choices but refrained from remarking on Ligeti. Probably Atmosphères was within the range of style that North and Brant knew and appreciated, and North did not, in any case, wish to speak ill of a colleague, even though he was sharply critical of Kubrick's anachronistic choices. Given North's revisions in the cue, at this stage Kubrick must have placed considerable emphasis on Lux Aeterna and the Requiem. Was the "Secret Formula for Space Flight" written to imitate Ligeti's style in Atmosphères at Kubrick's instance?
It seems clear that North's actual involvement with the film was brief, about a month in total. In January of 1968 Kubrick decided not to use the music that North had written for the first part of the film. How did he reach this decision and what were the circumstances surrounding it? North thought that the collaboration was going well, but evidently on Kubrick's side this was not the case. In addition, one question has been left hanging: If Kubrick wished to use Also sprach Zarathustra and works by Ligeti, why did he hire North?
One possible reason could have been intervention by MGM. In his notes to the recording of North's score, producer Robert Townson states that Kubrick originally wished to use classical excerpts for the score of 2001 but agreed to engage a composer to write the score in response to pressure from the studio. anecdote, replied that he had no knowledge of such pressure. But he added that he would not be surprised if this had indeed been the case, since Kubrick's use of pre-recorded classical music was new to the industry. On the other hand, Anthony Frewin reported that there was no interference from the studio, or even concern that he knew of, about the music for the film.
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A more plausible reason can be deduced from a remark made by Henry Brant. He and North had worked together on projects beginning with films made by the U.S. War Department in the 1940s.
50 While Brant was not present at the spotting meeting in December 1967, he did remember that Kubrick told North that if he had been able to get the permissions he needed, his score for the film would have been a fait accompli. 51 In other words, before he hired North, Kubrick intended to compile the music for 2001 entirely from music that was already composed. He was prevented from carrying this out because of difficulties in obtaining clearances.
Brant's remark is confirmed by the recollection (in 1998) of Alex North's wife, Anna Höllger-North, who met her husband while she was working as the secretary for the Graunke orchestra in Munich, when he came to record his symphony Africa in 1967 for an ABC documentary:
2001 has its own life compared to his other film scores. For openers it was the first big space movie, Arthur Clarke was involved, and Kubrick had worked on it for 5 years, and so it created its own drama. Kubrick had 2 English composers working for him and when he couldn't manage he finally called Alex in New York and I was present when he called. He said that he didn't have any trust in any other composer and could Alex please help him out. But Alex said it's very difficult for me to come in on a job where somebody else has already written one score and not just one but another one too. He also knew that Kubrick by then had cut the film for years and had been wedded to his own temp tracks so it was an unthankful situation. But Kubrick assured him that that was indeed not the case and that he respected him because of his experience with him on Spartacus and could he please come. And so he came to London and Alex was treated like a king-we were given an apartment, a cook, and a carand he and Henry Brant went straight to work realizing that Kubrick had gotten used to these temp tracks and that something similar had to be manufactured. Alex felt he wrote a very fresh contemporary score which this space film really required. And he was then told Kubrick didn't need any more music, but when I was present at all the recording sessions Kubrick was very pleased and very complimentary, and there was no friction. But he had a different idea of what he wanted, and all along he was trying to clear the rights to the temp track music so he really under pretext had Alex compose the score, and I always thought that was unfair. Kubrick managed to clear the rights and Alex was never told that-we went to see 2001 in New York and were very surprised when 22
The Journal of film music Alex's music-not a note of itwas in the film. . . .
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Clearly it was the permission to use Ligeti's music that Kubrick lacked. Perhaps the clearances were not straightforward for a musician from an eastern-bloc country. Pederson relates that it was difficult to reach Ligeti, and this information helps clarify North's account of the spotting meetings. Kubrick would have preferred to use recordings, but could not get permission for the works by Ligeti that he wanted in the film. We can surmise that, while North was writing for him, he still intended to use those works for which he had permission, including the symphonic poem by Richard Strauss that loomed large in North's mind as a piece that would be hard to "supplant" with a cue of his own. North and Brant certainly met their mark of creating music worthy to replace the Richard Strauss excerpt and the Mendelssohn movement, but Kubrick had already made up his mind on the former and evidently on the piece by Khatchaturian.
North had heard through the grapevine that two English composers had been working on the music for 2001, and indeed they had, but not in the usual way. There is also an insertion, in red, of some sixteenth notes, indicated as being in #  time. The trumpet writing is bitonal, with trumpets 1, 2, and 3 playing in a key a semitone higher than trumpets 4, 5, and 6. The measures are labelled both with letters from A through F and with numerals 1 through 6. It would be possible to increase the textural and metric complexity by starting instruments at different points on the page. With six groups of players, there could be an attack at almost every eighth note of the measure, and the other temporal points could be filled in with retrograde. The markings about the top staff-A2, B1, etc.-suggest that a combinative procedure of this sort was intended. In this manner, the music could be extended considerably.
The effect of this combination of parts is remarkably like that of Atmosphères-harmonically and rhythmically complex, very carefully articulated (hence the instructions for quiet mallets), periodic but with each line having a different periodicity-and it would produce a structure difficult for a listener to pin down. The cue's title suggests that this was a collaborative effort, and indeed the carefully designed orchestration is probably the work of Brant. The instructions in red ink, including the neat printing pertaining to the orchestral parts for rehearsals, certainly seem to be in Brant's hand.
In his coordination of Jerry Goldsmith's recording of North's score with the film, Cohen notes that there appears to be no music on the recording for the scenes with the monoliths: It seems likely that the autograph "Secret Formula" music was intended to be used for the "Monolith" scene. It is also possible that an overture was planned at this time. In any case, the formula could have been adapted for all of the monolith's appearances of Atmosphères.
A close scrutiny of events during the time of the recording sessions, held up against details in the autographs, permits a detailed accounting of the director's decision-making process at this stage. Revision and a remark on the cue for the "Moon Rocket Bus," discussed above, indicate that this cue did not go well in the first draft; apparently the cue was drafted at least two more times. That's a long and difficult history. I worked with him on that score from beginning to end. It has more brass than usual-2 Flügelhorns, 6 trumpets, 6 trombones, 2 baritones, 2 euphoniums and 2 tubas, and woodwinds in fours. At that time the English orchestras were still playing the way they did 50 years before, and all the flutes were made out of wood, even the alto flutes were all wood. . . . And as far as the percussion goes they didn't have the pedal kettledrums, they had very good players but all the drums were hand-tuned. . . . Kubrick came to the recording, and the opening sequence he listened to carefully, and he said, "It's a marvelous piece of music, a beautiful piece, but it doesn't suit my picture."
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In a telephone interview Brant repeated Kubrick's words, and recalled that the cue in question was "lyrical," confirming that he was talking about the same sequence. 56 It is clear that the music in question was not either of North's drafts for the main title, which are styled after Also sprach Zarathustra. It is likely that the cue in question was the "Moon Rocket Bus," which even after repeated revision simply did not fit it with Kubrick's film.
Kubrick's remarks during the rehearsals were sometimes "Fragments of our waltz?" It seems that Kubrick had mentioned the possibility of a waltz to North, with the idea of music with lightness and grace, perhaps to reinforce the feeling of weightlessness with music. Brant's orchestration of North's cue is innovative, and wonderfully light, with short chords in the double reeds, solid chords in the harps, marimba, eighth-note motion in the upper strings, harmonics in the basses, and a gentle ascending melody in the clarinet and bass clarinet articulated by pizzicato cellos.
The reference to "our waltz" is another indication that Brant contributed to the score not just by arranging music for orchestra but also by working on ideas for some of the cues. Later in the same cue, with the action marked "sleeping" and the setting "Interior Orion," time 2:08, there is the annotation: "Alex '2 chords' (upper texture)." This must be in Brant's hand, probably indicative of an idea he had.
At the end of the cue there is a section marked 4-1A with a number of descriptive indications: "possible D.C.," "open up 4 bars, 4 bars percussion," "intro without tune to make up difference," "6 Bars of $ 4 -cresc. to lift doors opening," along with several divisions of numbers against which to check the timing of the cue. In another version, a fair copy for 4-1A, there is a chordal section with the strings sustaining long notes while the trumpets play once every nine eighth notes in $ 4 time, making an effect of rhythm staggered relative to the meter. In other words, the "Secret Formula" has been applied to this section; in fact, the lower trumpets are marked with the letters of the formula measures in reverse order.
With all of the careful revisions and detailed work on the varied He wanted to know what we thought of the music, and I must say we both felt it was not very interesting. Stanley's opinion was rather more critical than that.
The next morning Stanley didn't show up at the office at the usual time, but the editor, Ray Lovejoy, said Stanley was on the way, and wanted him to set up the Space Station docking sequence on the Moviola. Shortly, Stanley wheeled in (he was the only person allowed to drive onto the lot) and came in with some records, one of which he slipped onto a turntable, cued the pickup arm and signaled Ray to run the work print. Doug and I watched, and at the end both of us said we thought it worked very well. I remarked how familiar the music was, and Stanley-who was somewhat redeyed at the moment-said, "I've been up all night going through every record in my collection. This was the last one I tried!" "I wish I could place it," I said. "It's the Blue Danube!" he remarked.
"You're kidding!" I answered. "I read just last weekend in the London Times that the Blue Danube is the largest sheet music seller in history!" "But it works!" said Stanley. "People are either going to think I'm a genius or an idiot, but it works!" The whole thing about a waltz is grace, and you can see that the orchestra can achieve this. Kubrick takes what is the essence of courtly grace, the waltz, and uses it to accompany these lumbering but weightless giants out in space during their kind of sexual coupling. And even though the Strauss waltz in my mind . . . it's the Danube, it's Viennese awful chocolate cakes and ghastly Viennese coffee. . . . But Kubrick says to us, "Watch the film for more than five seconds and forget those associations, and it will stop being nineteenth-century Vienna," and in the hands of Von Karajan the music becomes a work of art that says "look," that says "air," that says "float" in beautiful orchestra terms, There is indeed something of the effect of a silent movie in 2001, of the director's selecting musical excerpts to combine with the images and thus to engage the audience actively, in effect taking the internalizing of visual and musical elements to a different level.
There is no reason to doubt North's account as to how he finished recording music for the film that he had been shown and revised what he had done while he waited for the next installment. It may be reckoned that some of the corrections entered on North's score were never even rehearsed.
Regarding the music of Ligeti, the film's credits are puzzling when considered against the dates of commercial recordings 62 BBC interview, 2002 Therefore, at least for the Requiem, Kubrick had access to music that was not available commercially, and perhaps the music was indeed taken from a radio broadcast. It is also possible that Kubrick obtained early access to music that MGM had recorded and was planning to release through Heliodor.
Ligeti himself had no idea how Kubrick first heard his compositions and became interested in them; he has said that he did not know that his music was in the film when, in the spring of 1968, he received a letter from acquaintances in New York, stating that there was "an incredible science fiction film by Kubrick with your music." When asked whether he felt his music was "correctly placed" in 2001, Ligeti replied that it was excellent, noting: "When I composed these pieces, I did not think of outer space. Atmosphères just means the air. My music, in Kubrick's selection, fits these fantasies of speed and space well." When asked whether he liked the film, the composer called "the middle section, that of the flight to Jupiter, wonderful, above all the end of the time travel. I also found the way in which my music was used wonderful. It was less wonderful that I was neither asked nor paid." it may help explain why Kubrick did not tell North openly that he was going to use recorded music; Kubrick or agents at MGM may have been in negotiation for the permissions right up to the date of the film's release.
After North's efforts, the lengths of some scenes changed slightly, because Kubrick edited some of the scenes to fit his musical excerpts. In the screening in New York's Capitol Theater on 2 April 1968, he used the movement of Vaughan Williams's Sinfonia Antartica to which Dullea's travel through time had originally been shot, and which it seems likely he had first heard in the BBC documentary of World War I. But by the time of the Washington premiere that North attended expecting to hear his own music, the excerpts were those used in the film's general release. The score took the Washington audience completely by surprise. Keir Dullea recalls that at first he was astonished, then felt discomfort when thinking of North, whose shock must have been genuine although not overtly expressed.
In Kubrick's version of the story, North's agent called the head of MGM to argue for the score. Perhaps such a telephone call occurred. If the agent had his ear to the ground, he may have known of Kubrick's intentions before the advance screening, while editing was going on, and he may have approached O'Brien, then the head of MGM. It is also possible that such a call took place after North saw the picture for the first time.
Many musicians reacted against the insult done to a prominent composer of film music. Over the years, most have settled into an objective view of Kubrick's score. Indeed, some manage both to appreciate the qualities of North's score with Brant's orchestration, carefully responsive as it is to the images of the film, and at the same time to understand the rationale behind Kubrick's choices; while not discounting North's beautifully executed and exquisitely styled music, they acknowledge the power of pre-existing music that is featured prominently and that participates actively and forcefully in this film.
There are many 'literary' analyses of the film that treat Also sprach Zarathustra as an intentional textual reference. These analyses argue that the correct 'reading' of the film (a terminological contradiction that ought to have alerted the analysts to a fallacy) entails the audience's immediate recognition of the musical work, thinking of its title, and reflecting on the philosophies of Nietzsche while the images pass on the screen and the music is played over the speakers. The present study of the genesis of the music has not taken up these arguments, because the musical works in question were included in the film late during post-production. In any case, it should be noted, few audience members in 1968 could have 'read' the film in the way described. Kubrick found that his own special effects supervisors could not even name the title of the Blue Danube Waltz, and the situation can have been no better for Richard Strauss's orchestral work. In fact, the sales of recordings of Also sprach Zarathustra increased following the release of the film, because audience members wanted to listen to the dramatic work they had first heard in 2001. In addition, the experience of film takes place in real time; it is not like reading, which allows for tangential reflection and recollection. The moments in 2001 that are surprises for the audience members who recognize the music are brief, and one's attention returns quickly to the absorbing whole of the film.
In this connection, a word on method in film music studies is in order. There is a tendency in much scholarly writing to treat film music as if the goal of the study were to interpret it only as a set of textual references. In this way of proceeding, only the extra-musical associations of a work (or the text, if it is a song) matter, and then only in so far as they relate to the narrative or the writer's interpretation of the narrative. Scholars who approach film music in this way often seek to expand their arguments beyond this narrow base by attempting to apply literary-critical terms and conceptions to film, not so much to the music but to the "position" of the music. In most cases it may be observed that the jargon exceeds the substance in this anti-musical kind of interpretation.
It is, of course, true that music must be considered as a part of the whole film, but its effect must be analyzed both in terms of the music itself and in terms of its combination with images. In other words, interpretation must proceed from the actual screen presentation, from inside of the musical and film elements and then out toward extra-musical points, and not in the reverse way. Since the analysis of film from the standpoint of the genre, production, and artists is asserted as a central tenet in the brand of narrative studies mentioned, it is contradictory for such analyses to exclude the production and the music from consideration.
If we are to understand Kubrick's choice of music for 2001, we must consider the music itself and its relation to the images on the screen. For Also sprach Zarathustra, besides the connection between the syncopation and the smashing of the bone there is also the ascent of the music, first through the harmonic series and then through the scale, as an opening gesture that mirrors the unfolding of human consciousness. Whether Kubrick could have articulated it or not, it may have been this effect that won him over. For Kubrick, whose reactions must have been more instinctive than musically analyzed, the mixture of elements-the acoustic strength of the overtone series, the melodic expansion, the syncopation and the minor inflection that might represent the violence of killing, the ultimate transcendence of the music to a high point-must have proven a potent combination.
We have seen that Kubrick made his choices not because he had become infatuated with temporary music but because he felt it was the right music for his film. To a point, North's score very probably seemed to the director a good and viable option. As North related, his music provided consistency, homogeneity, and a contemporary style, but apparently Kubrick did not desire a consistent musical style across his film, nor did he want the music to give the impression of the music of 1968. Even though Ligeti's music was contemporary, its advanced formal and harmonic qualities lent to it the futuristic impression that Kubrick wished his film to make. Atmosphères played as an overture allowed Kubrick to move the audience subjectively from the state of mind with which they entered the theater to one receptive to a voyage of consciousness across time and causality. Ligeti's Requiem provided a rich musical representation of the profound "Dawn of Man" scene, and it added excitement and awe when the monolith is encountered on the moon, and during the enigmatic and intriguing time travel. In these choices, Kubrick's judgment proved worthy of both his film and his reputation.
The music for 2001 simultaneously represents an artistic success and the failure of a prominent director to work with talented composers. As for the success, if one reviews the director's intentions as stated to Bernstein at the outset of intensive work on the film, Kubrick hoped that his film might provide the opportunity "for a really striking score by a major composer." Kubrick also considered a great deal of pre-existing choral music, perhaps sensing that a choir of human voices could add to the film a humanity that phlegmatic dialogue and elaborate machinery could not provide. In a way, the audience got what Kubrick wished for them. Although the score is compiled, audience members came to know striking music by Ligeti, a composer hidden for the most part from western ears, whose works they would not otherwise have heard, and who came to be regarded as a major composer partly or largely as a result of Kubrick's films.
The collection of creative musicians who worked on the production and the ways in which their work was interrelated is remarkable. The role of Henry Brant is intriguing in this regard. The rubric of orchestrator, of course, can cover a wide range of activities. We know that Brant conducted during the recording sessions, and we have seen his hand on the score. Was the music that he and North presented to Kubrick a pooling of ideas to which Brant contributed a great share? Some of the music from North's score for 2001 was used in The Shoes of the Fishermen (1968 
